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The growing critical interest in the work of Randall Jarrell reveals two things: his reputation as one of the most perceptive and helpful literary critics of the last three decades continues to flourish, while his own poetry remains the center of intense controversy. Judgments of its overall value and place alongside the work of contemporaries like Robert Lowell and Theodore Roethke vary radically, and even his admirers seem unable to relate his poetry conclusively to any of the major critical or methodological "schools" of this century. For friend and foe alike he is the most "idiosyncratic" of modern poets, for the one consistent ele ment in the diverse collection of strategies and subjects found in the poems from "The Rage for the Lost Penny" (1940) The second version not only has a greater complexity and ease of rhythm and imagery but also transforms the comparatively stiff personal address of the original into a more lyrical, direct observation of characters who are involved in a process rather than serving as mere "illustrations" for a series of declarative, general remarks. The first line of the revision is more syntactically complex and manages to convey most of the raw information of the first two lines of the original. This movement toward more complex and condensed phrasing and syntax is perhaps the most consistent and characteristic stylistic development in all of Jarrell's poetry. As in these lines, the use of syntactical pauses and inverted phrases became a favorite device of Jarrell's, for they allowed syntactical rhythms that were sonorous while remaining conversational in tone. In the words of Denis Donoghue, Jarrell had a special understanding of "the relation between silence and speech, the flow of feeling between them," and could do "wonderful things with a full stop, a colon, a question mark."8
But even more important for our purposes is the abrupt change in the mode of address, for it is a sure technical clue to the motives behind Jarrell's mature style. The speaker in the original, who seems to control so insistently the "mean ings" of his narration, withdraws to a greater distance in the revised version and refuses to generalize about the scene until it has worked itself out. The imagery likewise moves toward greater specificity and dramatic autonomy. The general category of "bent and varying heads" becomes "The child's head . . . / Moving in blind grace." The rather stuffy commentator disappears, and the "wordly wisdom" he supplied is expressed by another "character" involved in the drama, by the fantastic figure of "Care," who belongs to the scene itself and does not In one of his finest essays, "Some Lines from Whitman," Jarrell almost certainly speaks for his own poetics as well:
There is in him almost everything in the world, so that one responds to him, willingly or unwillingly, almost as one does to the world, that world which seems both evil beyond any rejection and wonderful beyond any ac ceptance. We cannot help seeing that there is something absurd about any judgment we make of its whole?for there is no "point of view" at which we can stand to make the judgment, and the moral categories that mean most to ns seem no more to apply to its whole than our spatial and temporal or causal categories seem to apply to its beginning or end.9
Jarrell's avoidance of absolutes or "categorical judgments" in the few comments on his own poetry and his frequent dismissal of them as useless within the poems As in "Children Selecting Books in a Library," Jarrell presents rather than defines his concept of "Seele" by making the exotic creature an active participant in the scene. The woman recalls, "Many times / when it breathed heavily (when it had tried / A long useless time to speak") and she "touched it" and found the eland "of a different size / And order of being." And this is really the animal's function as a concrete image in the poem. It represents directly a subliminal awareness of human life that is both organic and mystical; incapable of logical articulation, it simply "breathes." In his introductory notes for the Selected Poems Jarrell explained that the title, "Seele im Raum," is taken from "one of Rilke's poems; 'Soul in Space' sounded so glib that I couldn't use it instead."11 Yet it is Jarrell's organization of the first sentence in the second group helps show this, for the last prepositional phrase quite suddenly asserts a general attitude about the value of the "strange" beast which remains unshakable. The woman's tenacity in defending her private vision becomes the main subject of this poem and certifies her status as one of Jarrell's heroines. She defends a form of subjective mysticism, for the martyr she worships is neither "holy" in the conventional sense, nor public, but a destroyed part of her own psyche. Her faith is com pletely private and presumes nothing beyond itself; it is simply both an indication and a fulfillment of personal needs. The woman's imaginative memory, which allows her to feel the eland's presence at the slightest suggestion, saves her from the dull, lonely "reality" of less open and responsive personae in Jarrell's poems. In such a context, the woman's "blind" persistence in defending her "merely 
